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INTRODUCTION

«Translations is a modern classic» (Daily Telegraph).

«[...] The most deeply involved with Ireland but also the most universal: haunting and
hard, lyrical and erudite, bitter and forgiving, both praise and lament»' (Sunday
Times).

In our essay we introduce Brian Friel's Translations starting from some historical data
and we move on to an analysis of the major themes presented in the play.

Because translation holds a special place among them, we pay specific attention to
the concept of translation, as Friel sees it: as metaphor of ‘Irishness’.

Later on, we unfold our strategy in translating an extract of this work, explaining in as
much detail as possible why we adopt the basic principle of Skopos theory.

Firstly, we present the unusual nature of the play, which ‘plays’ with Irish and English
on stage.

Secondly, we describe our purpose, which is to maintain the original setting, in the
sense that we do not ‘acculturate’ it. We feel that it is important to keep English as
the theme of the play, changing of course the medium, since we translate it using the
Italian and the Greek language.

Finally, we incorporate our individual translations with some commentary.

! Friel, B. 1981. Translations (London: Faber&Faber). (Back cover).



BRIAN FRIEL AND TRANSLATIONS

Brian Friel is considered one of the most representative Irish playwrights of the XX
century. He was born a catholic in Omagh in Co Tyrone (Northern Ireland) in 1929,
and he lived and studied in Derry to become a priest, but changed his mind and
worked as a teacher between 1950 and 1960.

In 1980 he founded in Derry, along with the actor Stephen Rea, the Field Day
Theatre Company, with the intention of establishing the city as a theatrical centre,
and creating a literary movement, which aimed at redefining Irish cultural identity in
the last quarter of the 20th century.’ Friel has rewritten Anglo-Irish versions of five
pieces of Russian drama, which earned him the reputation of ‘the Irish Chekhov'.
What Richard Pine says about Brian Friel helps us get an idea of recurring motifs in
his plays: «Friel's genius has created metaphors to make vital connections between
past and present, between myth and narrative, creating meanings which have both
public and private resonance» (Pine 1999: p. 1).

Friel resists the tendencies of the Postmodern, as he believes that our powers of
ethical self-determination can help us overcome the fragmentation of value in the

modern world, especially in Ireland.

Not accidentally, Translations by Brian Friel was the first play staged by The Field
Day Theatre Company in 1980. He chose to set this play back in time, in 1833, in the
County of Donegal, in particular in a Hedge School in the fictitious Gaelic-speaking
farming village called Baile Beag.

Hugh, the old school master has two sons, Manus and Owen. The elder has
remained loyal to his father, working as his apprentice in the school, while Owen has
travelled off to the city of Dublin and become a prosperous businessman. Owen, a
confident and successful young man, returns to his village of Baile Beag after many
years to announce that officers from the British Army, for whom he works as an

interpreter, will be re-mapping the Irish landscape and translating all of local Gaelic

2 Brian Friel (1929-): http://www.eng.umu.se/lughnasa/fieldday.htm. He is the author of some important plays such
as Philadelphia, Here | Come (1964), Faith Healer (1979), Translations (1980), Making History (1988), Dancing at
Lughnasa (1990) and Molly Sweeney (1994).

3 Brian Friel (1929-): http://www.eng.umu.se/lughnasalfieldday.htm. Soon the poets Seamus Heany, Tom Paulin,
the professor Seamus Deane and the musician David Hammond were added to the board. The company staged
Irish plays, published pamphlets on language, law, myth and the interrelation of literature and colonialism with the
emphasis on the relationship between England and Ireland. (Murray 1997: 208).




names into English.” The story deepens when a young British lieutenant falls in love
with the landscape and the people, longing to reject his British heritage and live
among the Irish. He becomes infatuated with a young Irish woman and longs to be
with her. Nevertheless, he realises that he can never be one of them, that he will
always be an outsider in this place. In the end, he disappears and we are left to
wonder if he has been murdered by the locals or has nearly decided to wander the

Irish landscape. We are left wondering what will be the outcome of this conflict.

As Murray says, «The definition of Field Day, which appeared in the programme for the first production,
Translations, whether ironic or not, is primarily a military one: ‘a day on which troops are drawn up for exercise in
field evolution; a military review...» (Murray 1997: 208).

* «The need for an accurate map of the country was brought to the fore in the 1800s by problems with a local tax,
known as the county cess. [...] For revaluation a new survey was needed to redefine the boundaries and to
calculate the acreages of each townland. [...] The first detachment was sent to Ireland in 1825 and were
unarmed.[...] Reaction to the Engineers by the local people was mixed, but generally they were regarded with
suspicion». (Owen, Pilbeam 1992: 27-28).



TRANSLATIONS THEMES

To become acquainted with the themes of the play, an analysis of which will soon
follow, it would be useful to provide some historical facts concerning the colonial
relationship between England and Ireland in a period of great significance.

Problems started after the battle of the Boyne (1690), when the Anglo-Irish
Ascendancy was firmly established as the ruling class of Ireland. The enactment of a
set of Anti-Catholic Penal Laws, (1695) aimed at excluding Catholics from any office
of state, from the Parliament, from the army, navy, voting and, of course, from the
educational system. Therefore, Hedge Schools were the Irish answer-illegal, fee-
paying educational institutions for the Irish peasants, who could read Homer and
Ovid from the original, as these schools were excellent at teaching the classics.

They were first held behind hedges, but later, in the eighteenth-century, were allowed
to move to barns or cottages, as a result of a more relaxed law enforcement.
Although, initially, tuition was through Gaelic, this language, even in the Hedge
Schools, started to decline. Irish people, indeed, became increasingly aware of the
importance and power of the English language, which, at that time, was undoubtedly
the dominant one in the areas of commerce, politics and law. Here it is important to
stress, that as Kiberd says: «the native language declined, not as an outcome of
British policy so much as because an entire generation of the Irish themselves
decided no longer to speak it» (Kiberd 1995: 616).

Translations by Brian Friel presents this perfectly. It starts with a preoccupation about
language but it clearly ends up handling social and political issues. It would be
pointless, in fact, to argue that the play is an innocent comment on language as such,
given that a language is never a self-contained system; rather, it is inextricably
related to the question of power and, specifically, the power of naming oneself. That’s
why Translations resulted in being a post-colonial political text, since Translation from
Irish to English is not simply an exercise with words-it is a forced corruption of a
people and a culture that victimizes British and Irish alike.

The play presents an unbridgeable gap between two cultures, which is accounted for
by the attempt of the British coloniser to ‘rename’ and ‘rewrite’ what has existed for
centuries: «The history of English and Irish relations in the last two centuries might

well present itself as a straightforward picture of England as oppressor, “rewriting”



Ireland into cultural submission, not only through political control, but also through the
imposition of English as the language of high culture» (Lee 1995: 164).

The activity of mapping itself in the play illustrates the unequal relationship between
the two languages, since Irish place names must be translated into English ones and
placed on a map that the English Army will have constructed: they are the ones who
set the rules. Inequality of languages, inevitably, leads to confusion and, hence, to
problems of communication between cultures. What is dominant in the play, in fact, is
the impression that the English and the Irish will never understand each other even if
they speak the same language. As a consequence, the Irish can exist only in
translation, which becomes the metaphor of their identity, and ultimately their raison
d’étre: «the alternative to translation is the muteness of fear» (Cronin1996: 200).
Being a play about various forms of translation, therefore, Translations by Friel

almost becomes the symbol of what Irishness stands for.

The concept of translation as it is presented in this play echoes George Steiner’s
After Babel. Among all the critics, who have underlined this affinity, Richard Pine
deserves a special mention for his systematic juxtaposition of extracts from the two
works.’

Steiner’s idea of translation as both an impossibility and a necessity is the one which
Friel adopts in his play, to show that even if the British and the Irish can coexist, it is
doubtful whether they can ever really communicate. To quote from Kiberd: «[...], once
Anglicization is achieved the Irish and English, instead of speaking a truly identical
tongue, will be divided most treacherously by a common language» (Kiberd 1995:
622).°

Clearly Friel's Translations treats language as a complex system, which both unites

and divides and is both a “glorious heritage and a damnable barrier”.

The central theme of the play, which is translation itself, is embodied in the figure of

Owen, Hugh’s youngest son. Owen is probably the most complex character in the

5 See Appendix pp.359-363 in Pine 1999.

® The strong connection between After Babel and Translations is best portrayed in the following two extracts from
these works respectively: «[...] No two historical epochs, no two social classes, no two localities, use words and
syntax to signify exactly the same things [...]. There will be in every complete speech act a more or less prominent
element of translation. All communication interprets between privacies». «Hugh: | will provide you with the
available words and the available grammar. But will that help you to interpret between privacies? | have no idea.
But it is all we have» (Pine 1999: 360).



play and undeniably controversial, since he defines himself as “the go-between”
(Friel 1981: 37).

Owen is very naive in his perception of language. For him languages are merely sets
of words and words are nothing more than arbitrary signs. He prefers to forget that
these arbitrary signs acquire over the years special significance and become loaded
with experience: «Owen: easy, man, easy. Owen-Roland what the hell. It's only a
name. It's the same me, isn’t it? Well, isn’t it?» (Friel 1981: 37).

The difference between a collaborator, as the Irish see him, and a romantic Irish boy,
who is overwhelmed by the British ‘civilised’ manners, is really subtle. The fact,
however, remains that «a translator is often a traducer, especially when working out
of a minor and into a major imperial language» (Kiberd 1995: 619).

In rejecting his language he rejects his culture, which he wants to replace with the
English one, because he believes it to be an element of success. He considers
language as something to manipulate in order to fulfil his needs. In the end he
becomes the victim of this process of assimilation, as he realises that he will never be
able to be a real English, but rather, only a translator, the bridge between two
cultures. It is Lancey, the English captain in charge of the Survey, who brings him

back to reality: “Do your job. Translate” (Friel 1981: 80).

In the play translation appears as a job for the one who is inferior in terms of political
authority. Based on inequality, translation is impossible and «Characters experience
only momentarily the optimistic belief that linguistic differences can be bridged» (Lee
1995: 176). Even Owen is disillusioned at the end.



THE CHALLENGE OF TRANSLATING TRANSLATIONS

The staging of the play involves an interesting convention concerning the reception
from the audience, since «language is both the subject and the medium» (Murray
1997: 212). Although the play is written and staged entirely in English’, the audience
has to imagine that the languages used are more than one, and this explains the
incomprehension and confusion among the characters, which can be likened to the
babelian confusion. As Carla De Petris has noticed, the translation in the play is from
English into English and the Irish is the “big absent” (De Petris 1996: 380).

Friel's act of writing Translations is per se an act of translation, since he writes an
Irish play from the beginning in English, so as to demonstrate the only possibility for
Irishness to exist. Starting with Oscar Wilde’s belief that «the concept of the ‘original’
comes into existence only after it has been translated», Kiberd finally observes that
«what is different about Friel’'s Translations is that, although it is to be imagined as

enacted in Irish, in fact there is no original» (Kiberd 1995: 624).

Because of its complex and unusual nature, further attempts to translate this play into
other languages constitute a challenging undertaking. For our translation, it was very
helpful to take into account the idea of translation being a purposeful activity, put
forward by Skopostheorie. This theory was first proposed by Hans J. Vermeer in
1978, and later explained in detail in a book he wrote with K. Reiss in 1984 entitled
Grundlegung einer allgemeinen Translationtheorie.® According to this theory, the
basic rule for any translation is the ‘Skopos rule,” which Vermeer explained as
follows: «translate/interpret/speak/write in a way that enables your text/translation to
function in the situation in which it is used and with the people who want to use it and
precisely in the way they want it to function»’. The eternal dilemma of free vs faithful
translation is thus resolved by the fact that in a translation everything is legitimate, as
long as the translator is able «to justify (begriinden) [his/her] choice of a particular
Skopos in a given translational situation» (Nord 1997: 29).

Applying this concept to the approach we have used in translating an extract from
Brian Friel’'s Translations, we have decided to keep in our translations, into Italian

and Greek, Friel’s convention: the audience has to imagine that the play is enacted in

7 Apart from some Latin and Greek words and quotations and some Irish place names.
8 Vermeer, H. J. Reiss, K. 1984. Grundlegung einer allgemeinen Translationtheorie (Tiibingen: Niemeyer) .
® Veermer, H. J. , Skopos und Translationsauftrag-Aufsétze, quoted in Nord 1997: 29 (her translation).



more than one language, although only English is employed. This means that we do
not adopt a ‘cultural approach,” according to which we should rewrite the play,
transposing the English and Irish situation into a similar Italian/Greek reality. The
ideal would be to maintain Friel's original purpose to present, as we saw, English as
both the medium and the theme of the play he wrote. But, because we cannot
present this in English (so we lose English as the medium) since we are translating,
we expect our audience to imagine that the characters are using English and/or
Gaelic, although, of course, they are using ltalian /Greek as ‘staging languages’. This
is the ‘convention’ we add to the already existing one, introduced by Friel."
Obviously, the play has a very strong effect on the Irish audience, which identifies
with the Irish characters, and deeply feels the dilemmas surrounding Irish identity. In
this respect, our translation, indeed every attempted translation of this play, is a ‘loss’
in the degree of involvement from the part of the audience.

If we are losing English as the medium of the play though, at least, we are keeping
English as its theme, instead of discarding both and rewriting it in another cultural
context. This would lead to a translation, which, in our opinion, would be too remote
from Friel’s play and only inspired by it.

It is not our intention, in what we have discussed so far, to discourage different
approaches in translating this play. Any approach is acceptable as long as it is
sufficiently substantiated. In this case, we chose not to apply a technique of
‘rewriting’, which was introduced, as a term, by A. Lefevere'' referring to the re-
interpretation, or alteration, or manipulation of a source text. This approach would
dictate to us to ‘acculturate’ the play in our own cultural context. We felt that we could
not seriously argue that Italian or Greek could have the same impact as English had
on an audience, who felt the pressure of an imperialistic language like English.

For the simple reason that neither Italy nor Greece have had any ‘glorious’ recent
history, as colonial powers, our approach in translating Friel's play could not help
being one which maintains the original context, linked with English and not with

Italian or Greek.

%1n our translation we try to achieve the ‘natural effect’ that a play-text is supposed to have since it is intended to
be staged.

' Lefevere, A. 1992. Translation, Rewriting and the Manipulation of Literary Fame (London: Routledge).
«According to Bassnett and Lefevere, translators, critics, historians, professors and journalists are all text
producers whose output can be classified as ‘rewriting’». As they claim, «rewriting is linked to the ‘image’ of a
writer and/or a work of literature. By the term image they mean «the projection of an original work in a given
culture». (Shuttleworth, Cowie 1996: 147).



This is to claim, in other words, that a translator has first to cope with the purpose for
which he/she is translating and then follow the approach that most appropriately
serves that purpose, on condition that he/she can provide an acceptable justification
of the strategy they employ.

This is what we have tried to achieve above, saying that our translations want to be
as ‘faithful’ as possible to Friel’'s text. ‘Faithful’, in the sense that the main theme in
Friel's text and in our own are identical. Our attempt aspires at giving the opportunity
to non-English audiences, in this case ltalian and Greek audiences, to know as much
as possible what Friel’s intention was; to show that «In modern Ireland, language
embodies the conflict that is the end result of imperialism: a country torn within itself
seeking to unify against the Other that is also itself. [...]. Translations ultimately still
works as nostalgic tribute to the necessity of ideals of essential Irishness, prompting
its audience to believe that, as Hugh says, ‘It is not the literal past, the ‘facts’ of
history that shape us, but images of the past embodied in language... we must never

cease renewing those images; because once we do, we fossilise» (Lee 1995: 179)



ITALIAN TRANSLATION OF AN EXTRACT FROM BRIAN FRIEL’S
TRANSLATIONS'?

p.31"7...

...Maria si allontana da Manus.

Owen entra con Lancey e Yolland. Il capitano Lancey € un uomo di mezza
eta; un piccolo e vivace ufficiale, esperto nel suo campo come cartografo ma per
niente a suo agio con la gente, soprattutto civili, e in particolare questi civili stranieri.

E piu abile coi fatti che con le parole. ]

Il tenente Yolland e tra i venti e i trent’ anni. E alto, magro e allampanato,
timido e dai modi goffi. Militare per caso.

Owen Eccoci qui. Capitano Lancey, le presento mio padre.
Lancey Buonasera.

Hugh diventa espansivo con i suoi ospiti, quasi smanceroso.
Hugh lo e lei ci siamo gia incontrati, signore.

Lancey Si.

p.32...
Owen E questo ¢ il tenente Yolland — entrambe ingegneri Reali — mio padre.

Hugh Siate i benvenuti Signori.

12 This extract is taken from Act One of Brian Friel's Translations, the setting of which is a disused barn, where
lessons are being held. At this stage Owen has just come back from Dublin after many years, bringing with him
two English officers involved in the Ordnance Survey. Owen introduces them to his father and to the locals, who
are the pupils of the Hedge School. Captain Lancey is supposed to explain the project to the people there. Since
nobody speaks English except from Hugh and his son Manus, Owen ‘translates’. His translation is clearly trying to
foresee and prevent any reaction against the Survey, since he is aware of the fact that the Survey is a military
operation. In so doing he simplifies, sometimes changes, or even adds in order to beautify the operation. He
tries to be diplomatic, a kind of negotiator. His skill to translate makes him feel superior to his countrymen, but he
does not realise that this means to betray his Irishness. He works for the English and his translation becomes a
support for the English interests, more than an attempt to create a ‘bridge’ between the two cultures.

There is already an Italian version of Brian Friel's Translations by Carla De Petris, who translated the play in 1996
and published it in a book, where she collects the translations of other two plays by Friel (Faith Healer, Dancing at
Lughnasa). Her book, Tradzuzioni Ed Altri Drammi (De Petris 1996) is, | would say, very academic. She starts
with a very analytical introduction where she speaks about Friel, the theatre and Ireland, and later on, she
presents the translation of the plays. Even the translation is very well executed. | have especially appreciated the
fact that she justifies her approach in a note at the end of the book, where she discusses the challenge of
translating Friel. At every translation, when it is required, follows a further scientific analysis. In the case of
Translations, for instance, she presents the Italian translation of all the classical quotations and a kind of guide to
the pronunciation and the meaning of the Gaelic words that Friel uses in his play.

As De Petris informs us the play has never been staged in Italy, and | think that this is probably due to its
‘linguistic’ complexity and to the ‘imaginative effort’ that is required from the audience, especially a non English or
Irish audience.

13 The original text presents a variety of linguistic registers, from a standard English, rich of technical expressions,
like that one spoken by the soldiers and by Owen when he addresses them, and a colloquial English spoken by
the locals. This double use of the English allows the author to underline the difference on the stage between
English and Irish, since the characters who are supposed to speak Gaelic, are actually speaking in English as
well. In my translation | have tried to maintain this ‘duplicity’ of registers, applying a formal/informal parameter to
the Italian language.



Yolland Molto lieto.
Hugh Gaudeo vos hic adesse.”*
Owen Non c’é nessun’altra presentazione da fare, aggiungo solo che questi sono
alcuni abitanti di Baile Beag e — che altro? — adesso vi trovate tra la gente migliore
dell’'lrlanda.
Si ferma per permettere a Lancey di parlare. Lancey non parla.
Vuole dire qualcosa, capitano?
Hugh Che ne dite di un goccetto?

Lancey Un che?

Hugh Forse meglio dire, un modesto rinfresco? Un assaggio della nostra acqua
vitae?

Lancey No, no.
Hugh Forse dopo, quando...

Lancey Diro cid che ho da dire, se mi & concesso, e nel piu breve tempo possibile. |
presenti parlano un po’ d’'inglese, Roland?

Owen Non si preoccupi, tradurro io.

Lancey Giusto. (Si schiarisce la voce. Parla come se si stesse rivolgendo a bambini
— a voce un po’ troppo alta e scandendo esageratamente le parole). E possibile che
mi abbiate gia visto — visto — lavorare a questa sezione — sezione? — lavorare. Noi
siamo qui — qui — in questo luogo — mi capite? — per redigere una mappa — una
mappa — una mappa e —

Jimmy Nonne Latine loquitur?”

Hugh gli fa segno di stare zitto.

p. 33...
Hugh James.

Lancey (rivolgendosi a Jimmy) Mi dispiace signore ma non parlo neanche un po’ di
Gaelico'®. (Guarda Owen.)

In Latin in the original text. Engl.: ‘Welcome’ (Friel 1981: 93); It.: ‘Mi rallegro che siate qua’ (De Petris 1996:
265).

15 |n Latin in the original text. Engl.:‘Does he not speak Latin?’ (Friel 1981: 93); It.: ‘Non sapete parlare Latino?’
(De Petris 1996: 265).

16| ancey does not speak Latin, which is why he misunderstands Jimmy’s Latin for Gaelic, he does not speak,
either. The effect is quite comic, this ‘civilised’ Englishman is, in classical terms, less educated than an Irish
peasant.



Owen Vada pure avanti.

Lancey Una mappa € una rappresentazione su carta — un’illustrazione — capite il
termine illustrazione? — un’illustrazione su carta — che mostra e rappresenta questa
regione? — Si? — che mostra la vostra regione in miniatura — una illustrazione
cartacea su scala di — di —

Improvvisamente Doalty comincia a ridacchiare. Poi Bridget. Poi Sarah. Owen
interviene subito.

Owen Sarebbe meglio che lei assumesse'’ che la capiscano. —
Lancey Dice?
Owen lo tradurrd man mano che lei procede.

Lancey Capisco. Si. Molto bene. Forse hai ragione. Bene. Cio che stiamo facendo
consiste praticamente in questo.

Guarda Owen. Owen annuisce rassicurandolo.

Il governo di Sua Maesta ha ordinato il primo sopralluogo globale di questo Paese
mai effettuato prima — una triangolazione generale che conterra dettagliate
informazioni idrografiche e topografiche e che sara eseguita su una scala di sei
pollici al miglio Inglese.

Hugh (Versandosi da bere) Eccellente — eccellente.
Lancey guarda Owen.
Owen Si sta redigendo una nuova pianta dell’intera regione.

Lancey guarda Owen: E tutto? Owen sorride rassicurandolo e indica di
procedere.
Lancey Questo enorme incarico & stato intrapreso in modo da permettere alle
autorita militari di entrare in possesso di informazioni aggiornate e accurate su ogni
angolo di questa parte dell’'lmpero.

p. 34...
Owen Questo lavoro é stato affidato a militari perché molto abili in questo campo.

Lancey E anche in modo tale da rivalutare la stima totale del terreno al fine di
determinare tassazioni piu eque.

Owen Questa nuova pianta sostituira quella fatta dal fattore, in modo che, da ora in
poi, saprete esattamente cosa vi appartiene per legge.

'7 Friel uses the term ‘assume’ in italics. In my translation | have used the Italian equivalent ‘assumesse’
(subjunctive form), even if it would sound better ‘desse per scontato’, which corresponds to the English
expression ‘take for granted’. | guess, thought, that Friel uses this ‘latinism’ on purpose and almost ironically, in
order to stress Owen'’s affected way of speaking English. That is why, | have preferred to maintain the term
‘assume’, which, | think, is closer to Friel's intention.



Lancey Per concludere vorrei riportare due brevi estratti dalla ‘carta bianca’'® che &
il nostro documento costitutivo: (Legge.) ‘Tutte i precedenti sopralluoghi in Irlanda
hanno dato luogo a confische e a violenti passaggi di proprieta; il presente
sopralluogo ha per oggetto la soluzione di tassazioni inique, offerta a proprietari ed
occupanti di terra’.

Owen |l capitano spera che il pubblico collaborera con gli artieri e aggiunge che la
nuova mappa determinera una riduzione delle tasse.

Hugh Une degna iniziativa — opus honestum!"’ E I'estratto B?

Lancey ‘L’lrlanda & privilegiata. In Inghilterra non si sta intraprendendo nessuna
iniziativa di questo tipo. Dunque, tale rilevamento non pud che essere considerato
una prova dell’attenzione che questo governo, e anche io personalmente, ha per gli
interessi dell’'lrlanda’.

Owen Questo rilevamento dimostra I'interesse del governo per I'lrlanda e il capitano
ringrazia per averlo ascoltato cosi attentamente.

Hugh il piacere & nostro, Capitano.
Lancey Tenente Yolland?

p.35...
Yolland lo —io —io in realta non ho nulla da dire —

Owen E Il capitano che redigera concretamente la nuova mappa. || compito di
George € quello di controllare che i nomi dei luoghi sulla mappa siano...corretti. (a
Yolland) Solo qualche parola — A loro piacerebbe ascoltarti. (alla classe) Vi va di
ascoltare anche George?

Marie Ha qualcosa da dire?

Yolland (a Marie) Come dice? — scusi?

Owen Dice che le piacerebbe molto ascoltarti.

Yolland (a Marie) Molto gentile da parte sua — grazie...(alla classe) posso solo dire
che mi sento ridicolo a — a — lavorare qui senza parlare la vostra lingua. Ma intendo
rimediare a cid e — con l'aiuto di Roland — ce la faro.

Owen Vuole che gli insegni l'ilandese!

Hugh Lei & doppiamente il benvenuto, signore.

Yolland Penso che il vostro Paese sia — sia — sia — sia splendido. Me ne sono gia

innamorato. Spero non costituiremo una presenza troppo indiscreta nella vostra vita.
E so gia che mi troverd bene qui, anzi benissimo.

3| have translated literally the English word, ‘white paper’, the inverted commas are mine.
1 In Latin in the original. Engl.:‘an honorable task’ (Friel 1981: 93); It.: ‘Azione onesta’ (De Petris 1996: 265).



Owen E gia un impegnato Ibernofilo.
Jimmy Cioé ama —
Owen D’accordo Jimmy — lo sappiamo — ama Baile Beag; e vuole bene a tutti voi.
Hugh Scusate...posso...?

Hugh adesso € ubriaco. Si aggrappa al bordo del tavolo.
Owen Vai pure avanti, Padre (fa cenno di fare silenzio) Per favore — fate silenzio.
p. 36...
Hugh E noi, signori, siamo da parte nostra felici di offrirvi la nostra amicizia, la
nostra ospitalita, e qualsiasi assistenza di cui possiate avere bisogno. Signori — siate
i benvenuti!

Qualche applauso. Le formalita sono superate. Conversazioni generali. |
soldati familiarizzano con quelli del luogo. Manus e Owen si incontrano sotto al

palcoscenico.

Owen Lancey & un maledetto idiota George invece € a posto. Ma dimmi come stai
tu?

Manus Ma che razza di traduzione era mai quella?

Owen Ne ho fatto un casino?

Manus Non traducevi cio che diceva Lancey.

Owen ‘Incertezza nel significato & incipiente poesia’ — Chi lo ha detto? *°

Manus Non cera nulla di incerto in quello che Lancey ha detto: & una sporca®'
operazione militare, Owen! E qual’e la funzione di Yolland? Cosa c’¢ di ‘sbagliato’ nei
nomi dei luoghi che abbiamo qua?

Owen Assolutamente niente. Saranno solo standardizzati.

Manus Intendi cambiati in inglese.

Owen Dove c’e ambiguita, saranno anglicizzati.

Manus E poi perché ti chiamano Roland! Entrambi ti chiamano Roland!

2 «Uncertainty of meaning is incipient poetry» (Steiner 1998: 246). There is irony in this question, because
obviously in 1833 Steiner had not yet written After Babel, so nobody had said that yet; it is Friel who speaks
through Owen.

! The original word is ‘bloody’, which De Petris translates in her version with the strong, and | would say vulgar
expression ‘fottutissima’. In my opinion it is better to appease this expression, because | do not think it fits with the
character of Manus, a well-educated and polite man. For this reason | have preferred to use the less strong word
‘sporca’ (‘dirty’).



Owen Ah si, Non é ridicolo? Sembra abbiano capito male sin dall'inizio — oppure
non sanno pronunciare il nome Owen. Avevo paura che qualcuno di voi bastardi
ridesse.

Manus Non vuoi dirglielo?
Owen Si - si — presto — presto.

p.37...
Manus Ma loro...

Owen Calma fratello calma. Owen — Roland?? — al diavolo. E solo un nome. Sono lo
stesso io, no? Allora, no?

Manus In effetti si. Sei lo stesso Owen di sempre.

Owen E tu lo stesso Manus. E in un certo senso ci completiamo a vicenda (Da una
leggera pacca a Manus, scherzosamente, e poi si volta per unirsi agli altri. Si
allontana) Ok allora — chi ha conosciuto chi? Non é forse lavoro per un intermediario
questo?*

Manus osserva Owen muoversi in modo confidenziale, prendere Maire per
mano e presentarla a Yolland.

Hugh sta tentando di superare i gradini.

Jimmy e immerso in un libro.

Doalty e Bridget stanno ripensando alle loro risate soffocate.

Sarah sta fissando Manus.

22 As Pine brings to the fore in his Appendix, the name ‘Roland’ is not accidentally used by Friel, since as he has
found out, G. Steiner uses it in After Babel in the chapter ‘Word Against Object’, where he speaks about the act of
naming, saying: «Two men meet at a narrow place [...], and each in turn tries to force or bar a crossing [...]. The
outcome is an act of naming. Either the one combatant names the other, [...] of each of the two discloses his
name to the other-1l am Roland’ [...] ‘l am Robin of Sherwood forest’ [...]. To falsify or withhold ones real name [...]
is to guard one’s life, one’s Karma or essence of being, from pillage or alien procurement. To pretend to be
another [...] is to employ the ‘alternative’ powers of language in the most thorough ontologically liberating way»
(Steiner 1998: 235-236). This can be considered as the source Friel has taken into account in building up the
‘duality’ of Owen’s character. ‘Roland’ is the name Owen uses to guard his own life from the alien procurement,
the defence mechanism.

 The English word in the original text is ‘go-between’, which in Italian can be simply translated as ‘intermediario’.
Carla De Petris translates this term with the Italian word ‘ruffiano’, which actually corresponds to the English word
‘go-between’ when this is used in an extended way, in other terms when this means ‘pander’. | do not think that
the Italian term ‘ruffiano’, used by De Petris, translates properly the English ‘go-between’, because, in defining
himself a ‘pander’, it could seem that Owen makes fun of himself, and | do not think this is the case. Rather, |
think Friel uses this term referring to its common meaning of ‘intermediary’, ‘negotiator’ that, besides, has more
sense in this context, because Owen, the translator, is using it to define himself.



GREEK TRANSLATION OF AN EXTRACT FROM BRIAN FRIEL’S TRANSLATIONS*
MeTdppaon amooTrdouaTog amé 1o épyo Translations Tou Brian Friel”, oo. 31-37%°.

o.31...

H Maire ammoupakpuveTal atré 1o Manus.

Mrraivel o Owen ye 10 Lancey kai 1o Yolland. O Aoxayog Lancey e€ival évag pegoOKoTTog,
MIKPOOWHOG Kal POVOKOUMATOG OEIWUATIKOG, APIOTOG yvwoTng Tng €IBIKOTATAG TOU WG
XOPTOYPAQPOU, aAAG aUAXAVOG HE TOUG TTOAITEG, Kal €I0IK& HE TOUG OUYKEKPIUEVOUG EEVOUG
TTOAITEG. Ta KaTta@épvel KAAUTEPQ OTA £pya, TTAPA OTA AGyIa.

O utoAoxayog Yolland egival yopw oTta Tpiavia. WnAoég, aduvarog EavBoudAAng, dyxapog
OTIG KIVACEIG TOU, VTPOTTOAGG Kal adéfiog oToug TPOTToug Tou. Eival @avepd Ot €yive
OTPOTIWTIKOG KOTA AGOOG.

Owen ®rdoaue. O Aoxayog Lancey —o Tratépag pou.

Lancey KaAnoTépa.

O Hugh armokrd 0@o¢ emionung ykapdidtnTag, KaBwge UTTOOEXETAI TOUS ETTIOKETTTES TOU.
Hugh Zeig ki eyw éxoupe AON yvwpIoTei, KUPIE.

Lancey Nau.

0. 32...

Owen Kai o uttohoxayég Yolland —ap@oTtepol Tou BaagiAikou MnxavikoU —o TTaTépag You.

Hugh Kupiol, kaAwg AABare.

Yolland MMwg cioTe.

?* This extract is taken from Act One of Brian Friel’s Translations, the setting of which is a disused barn, where
lessons are being held. At this stage Owen has just come back from Dublin after many years, bringing with him
two English officers involved in the Ordnance Survey. Owen introduces them to his father and to the locals, who
are the pupils of the Hedge School. Captain Lancey is supposed to explain the project to the people there. Since
nobody speaks English except from Hugh and his son Manus, Owen ‘translates’. His translation is clearly trying to
foresee and prevent any reaction against the Survey, since he is aware of the fact that the Survey is a military
operation. In so doing he simplifies, sometimes changes, or even adds, in order to beautify the operation. He tries
to be diplomatic, a kind of negotiator. His skill to translate makes him feel superior to his countrymen, but he does
not realise that this means to betray his Irishness. He works for the English and his translation becomes a support
for the English interests, more than an attempt to create a ‘bridge’ between the two cultures.

» The play has never been staged in Greece, and there is no previous translation. The Hellenic Centre for
Theatrical Research —Theatre Museum provided me with the titles of all the plays by Friel, which have been
translated and staged in Greece, and Translations is not to be found among them. Nobody seemed to have
heard of it in the National Book Centre, in Athens, either, and the same applies to all the major bookstores.

% | have, generally speaking, tried to be precise, and to keep the translation close to the original text, in terms of
phrasing, also keeping in mind that my target is to achieve a ‘natural’ and lively, humorous and colourful effect in
Greek. In some cases, where a close translation would sound odd in the target language, to the degree of being
unacceptable, | have used parallel phrases to express the content as best as | can. The text is quite accessible,
otherwise. In the names of the characters, | decided to keep the Latin alphabet, and not to transliterate them into
Greek, but this only expresses a personal preference.

Yolland’s translated speech may sound ‘odd’ in Greek, in the sense that the average Greek person does not use
this kind of phraseology. Although his speech is not ‘odd’ enough to be ‘unacceptable’, his different ‘register’
creates in Greek the effect of ‘foreignness’ and ‘awkwardness’, associated stereotypically with English people,
which is very true for Yolland in this case. The interesting thing is that even Friel writes in different kinds of
English, shifting between different forms of English language use (for instance, formal/informal, awkward/relaxed,
artificial/spontaneous), while he portrays and colours his characters from the beginning. This, in a way, is a
‘compensation’ for the ‘loss’ of not really using English and Irish as two distinct languages.



Hugh Gaudeo vos hic adesse”.

Owen Kai o1 TeAeuTaieg ouoTdoeig: amd dw, opiouévol KATolkol Tou Baile Beag. Twpa
BpiokeoTe avApeca 0TOUG EKAEKTOTEPOUG avBpwITTOUG OTNV IpAavdia.

(2rauarder yia va agpnoel 1o Lancey va uiAncel. O Lancey O¢ Aéel oUte kouBévra.)

Oa BéAate va TTeiTe duo AEEEIG, AoxaYE;

Hugh ‘Eva mrotnpdki, KUpIE;

Lancey 'Eva Ti;

Hugh ‘lowg éva eAagpu avaywukTikd; ‘Eva pikpd dciypa atmd autd TTou 3w AEPe «vePO TNG
CWNAG»;

Lancey Ogi, 0xl...
Hugh ‘lowg apyoTtepa, agou...

Lancey Av pou emTpémeTe, Ba TTw O,T €Xw va TTw, KAl 600 TO duvATOV CUVTONOTEPQ.
Roland, &¢ pihoUv kaB6Aou™ AyyAiKé;

Owen Mnv avnouxeite. Oa peTagpdlw.

Lancey MdaAhoTa. (=epoBrxel.. MiAder oa va ameuBuverar o maidia —udAAov duvarda,
TPOYEPOVTAC LIE UTTEPPOAIKN eUKpivela.) 10wWG e EXETE OEl —O¢€l, €0¢€ig euEva —va douAelw o€
autév Tov TOpEn —TOpEQ; -va OouAeUw. EipyaoTte €dw... €edw... o€ autd TO PEPOG —
KOTOAQBQIVETE; -yIa va GTIALoUPE Eva XApTn —XApTn —€va XapTn Kail-

Jimmy Nonne Latine loquitur®?

(O Hugh kaver vonua oro Jimmy va un S1aKkOTTEL)

0. 33...

Hugh James.

Lancey (o7o Jimmy) Aev opihw Tnv FaghikAv’, kOpie. (koirdler ov Owen).

Owen XuveyioTe.

Lancey O xdaptng cival yia avatmapdoTtacn o€ XapTi...JIa EIKOVA —KATaAaBaiveTe €IKOVQ;- UIa
XGPTIVN €IKOVA...TTOU OEiXVEl, TTOU AvaTTapIoTa QuTr TN XWEa —val; -TTou JeiXVvel TN XWwpa aag
o€ PIKpoypagia, —Eva —éva —éva —Eva —€va oXE€D10 0€ XapTi, JE —HE —E —E —E KAiJaKa
=avika o Doalty xaxaviCei. Merd n Bridget. Kai n Sarah. O Owen Bidleral va ta ummaAwael.

Owen ‘lowg cival kaAUTepa edv uToBéaere’ 6T aag kaTaAaBaivouy.

27 Latin in the original, it simply means ‘welcome’.

 The emphasis in the use of italics is maintained in the translation, as it is in the original.

 Latin in the original: ‘Does he not speak Latin?".

3% Lancey does not speak Latin, which is why he misunderstands Jimmy’s Latin for Gaelic, which he does not
speak, either. The effect is quite comic, since this ‘civilised’ Englishman is, in classical terms, less educated than
an Irish peasant.

3! Italics exists in the original, also. Friel is ironic here, building on the fact that the English word ‘assume’ is of
Latin origin. Earlier in the first act, Hugh and his pupils play a game of words: each time he uses an English word
with a Latin etymology, he stops to ask a person to tell him which that Latin word is. The irony is, of course, that



Lancey A, vai;
Owen Kai eyw Ba peTa@pdalw 600 UIAGTE.

Lancey MdAiota. Nai. MoAU kaAd. lowg £xeig dikio. Aoimov. H douAeid pag £xel wg €EAG.
(Koirdger tov Owen. O Owen kouvael 10 Ke@pdAl katagarikd.) H kuBépvnon Tng
MeyaAeldoTnTog Tou £xel DIATALEI TNV TTPWTN AVOAUTIKI XapTOypa®naon oAOKANPENG TNG XWeag
—MIO  YEVIKN TPIyWVOMETPNON Tou Ba  cuutreplAdBel  OIEE0OIKEG  UDPOYPAPIKEG  Kal
TOTTOYPAPIKEG TTANPOYOPIEG, Kal TToU Ba eKTEAEOTEI O€ KAiJaka £E1 IVIOWVY TTPOG €va ayyAIKo
MiALL

Hugh (pixvovrac éva moré) Aaptrpd —Aautrpd.
O Lancey koirader rov Owen.
Owen Pridyvouv £vav Kaivouplo XapTn 6Ang TG Xwpag.

O Lancey koir@lei tov Owen. Ti; Aurto eivar 6Ao; O Owen yauoyeAdel kKaBnouxaoTik@ Kai
Kavel vonua oto Lancey va OUVEXIOEL

Lancey AuTh n tepdoTia €TTIXEipnon €xel dpouoAoynBei €101 WOTE O OTPATIWTIKEG APXES Va
gival eEOTTAICUEVEG UE TIG TEAEUTAIES (KAl TIG TTIO AKPIBEIS) TTANPOPOPIES yIa KABE ywvid auTou
TOU KOppaTioU TG AUTOKPATOPIOG.

0. 34..
Owen H douAcia yivetal atrd oTPaTIWTEG, YIaTi €ival €I0IKEUPEVOI O'auTO.

Lancey Kal etiong, woTte oAGKANPN N BAcn TNG ATTOTINONG TWV EKTACEWY YNG va TeOE o€
véa BAon Kal va TTOVEKTIUNOE], Y€ OKOTTO TNV €TTITEUEN TTIO BiKAING PopoAoyiag.

Owen AuTog 0 VEOG XApTNG Ba avTIKATaoTHOEI TO XAPTN TOU PETITN, YIa va EEPETE aTTO dw KAl
méPQ Ti €ival OIKO 0aG, CUNPWVA UE TO VOUO.

Lancey Ev katakAgidi, Ba 18eAa va diaBacw duo Pikpd atrooTrdopara atmd Tn Aeukn XapTa,
TTOU OTTOTEAEI TO KaTAOTATIKG Mag: (AiaBdle)) «OAeG Ol TTPONYOUNEVEG XAPTOYPAPRTEIS TNG
IpAavdiag TTpoépxovTav ETTEITA ATTO KATAOXECEIS Kal Biain peTagopd Trepioudiwy. H
TTapouca XapToypdenon €xel OTOXO va avakou®ioel TOUG IDIOKTHTEG KAl TOUG VOMEIG TNG yNG
atd TNV Avicn @opoAoyiay.

Owen O Aoxayog eAmicel 6TI 0 KOOWOG Ba CUVEPYAOTE PE TOUG Avdpeg Tou Mnxavikou, Kal
OTI 0 VEOG XAPTNG Ba QEpel PEIWPEVN QopoAoyia.

Hugh Agiémraivo eyxeipnua —opus honestum®?! Kai 1o 80TEpO OTTOOTIOOUA;

Lancey «H IpAavdia Ba mpétrel va aioBavetal TTpovouiouxog. TETola xaptoypagenon o€
yivetal otnv AyyAia. AuTto Kai govo 1o yeyovog, dev uTropei TTapd va Bewpndei wg atrddeign
NG d1a8eong TG KUBEpvnong va Trpoayayel Ta cup@épovta Tng IpAavdiagy. Mpdyua TToU
eKQPACel kal TN OIKN hou BEan.

they are supposedly speaking Irish, not English, and that they do not speak English, although they know Latin
very well. In this sentence, Owen is being ironic, as the underlying meaning is that, the Irish peasants can
actually understand English also, since they were able to play the word game previously. Ultimately, Friel
comments on his own theatrical convention of using one stage language, instead of two. The irony is lost in the
translation, since in Greek there is no synonym of ‘assume’, that is based on a Latin root.

32 Latin in the original: ‘an honourable task’.



Owen AuTA n xapToypd@non Qavepwvel To evOIAPEPOV TNG KUPBEpvNaong yia Tnv IpAavdia,
Kal 0 Aoxaydg oag EUXAPIOTET TTOU TOV aKOUOOTE TOOO TTPOCEXTIKA.

Hugh Euxapiotnor pag, Aoxayk.

Lancey YTmoAoxayé Yolland;

o. 35...

Yolland Eyw —eyw —eyw dev €xw va TTpooBECwW TITTOTA...

Owen AuUTOG TTOU QTIAYVEI TOV KalvoUplo XApTn €ival o Aoxayds. H douAeid tou George eival
va BeRaiwBei 6T Ta TOTTWVUHIG GTO XAPTN €ival... cwoTd. (270 Yolland) Mévo duo Aéeig —Ba
neeAav va o’akouoouv. (llpog tnv 1aén) Ae Ba BEAate vakoUoeTe kKal To George;

Maire 'Exel TiTrOoTO VO TTEL,

Yolland (27 Maire) Zuyvwun;

Owen Aéel 611 TTeBaivel va ’akouael.

Yolland T1oAU guyevikd €K PEPOUG 0AG —0AG EUXAPIOTW... (MTpog tnv 1aén) M1mopw Povo va
TW TTWG VIWBW... ViIwBw TTOAU avonTog TTou... TTou gpyddopal edw Kal € PIAW TN YAwooo
0aG. AMG okoTrelw va emavopBwow —ue TN BorBeia Tou Roland —aArRBeia, okotrelw va
ETTAVOPBWOoW.

Owen O¢Ael va Tou pabw IpAavoika!

Hugh EioTe dITTAG KaAodexoUpevog, KUPIE.

Yolland NopiCw 611 TO QUOIKS TTEPIBAANOV €W €ival... gival... gival TTOAU 6popgpo. 'Hon T0
EXW epwTeuTel. EATICW n €10BoA pag auTth oTig (wéG 0ag va unv gival UTTEPPROAIKG AgeaTn.
Kai &€pw 071 Ba gipal EUTUXIOPEVOG, TTOAU EUTUXIONEVOG £0W.

Owen Eival Adn oAdyuxa docpévog otnv IpAavdial

Jimmy Tou apéoe—

Owen Evrtagel, Jimmy, Eépoupe —Tou apéael To Baile Beag. Kal cag ouptradei 6Aoug.

Hugh [MapakaAw... Mtmopw va...;

O Hugh givai mAéov pusbuouévog. Kopariérar amo tnv akpn mng £6pag.

Owen Xuvéxioe, Matépa. (onkwver 1a xépia Tou yia va kdvel nouyia) TopakoAw —
TTAPAKOAW.

0. 36...

Hugh Kai yia pag, KUplol, Kai yia pJog €ival eutuxia va oag TTpoo@EPOUNE TN QIAIa Pag, Th
@IAoevia pag, kal kaBe BorBeia TTou iowg xpelaoTeite. Kupiol —kaAwopBare!

Mepika okopmma xeipokporriuara. Or emonuotnTe maipvouv 1éAog. Tevikn oulnmon. O
orpariwrikoi yvwpilouv touc vromioug. O Manus kai o Owen 1a Aéve umpooTrd armod 1
oknvn.



Owen O Lancey eival KAAGIKOS aveykéPalog”, aAG o George eival evrael. Mg gioal,
aAnoeia;

Manus Ti g6 petdepaon frav autr], Owen;

Owen Ta ékava 6GAaocoa;

Manus Acv éAeyeg autd TTou €Aeye o Lancey!

Owen «H aBeBaidTnTa gival n apyr NG oinong». Ouudoal ToI6G To eiTTe’;

Manus Aev utmpxe TiTmota 10 aféBaio oTta Aeydueva Tou Lancey: €ival pia KoTapapévn
oTpaTIWTIKA €TTIXEipnon, Owen! Kai o Yolland, 1i poAo Traidel; AnAadn, Ta TOTTwVUUIA TTOU
éxoupe gival «AGBoCy;

Owen Oy, kaBoAou. ATTAd, Ba TuttoTTOINBOUV.

Manus Octg va TTeIg, Ba yivouv AyyAIKd;

Owen Otrou uttapxel augionuia, 6a AyyAoTroinBouv.

Manus Kai o€ pwvalouv Roland! Kai o1 dUo o€ pwvalouv Roland!

Owen 2ooorT... Aev gival yehoio; ‘OAo AdBog 1o Aéve, ato Tnv apx. Mia eEAynon uttapxel:
0¢ pmopoUuv va Tipo@épouv 1o  «Oweny! doBoépouv  unv  apxioere va  yeAATE,
TTaAlokaBdpuara...

Manus Ae Ba Toug TO TTEIG;

Owen Nai, vai. Ze Aiyo, o€ Aiyo.

0. 37...

Manus Ma aurToi...

Owen Hpéunoe, gike pou, npéunoe. Owen, Roland® —ti didoho. ‘Eva dvopa sival. Eyw, dev
gipai o idlog; Aegv gipai;

Manus AAABeia. Mavra o idlog, Owen.

33 The words ‘bloody ramrod’ of the original were translated like this, as it seemed to be the best ‘solution’.
Alternative words seemed too strong, or too weak to express what Owen says. He still does not really fully realise
Lancey’s power and how dangerous he is, until towards the end; his use of ‘bloody’ is just habitual, casual.

3* ‘Uncertainty of meaning is incipient poetry’ (Steiner G., 1998, After Babel, Aspects of Language and Translation
(Oxford UP: Oxford, p. 246). There is irony in this question, because obviously in 1833 Steiner had not yet written
After Babel, so nobody had said that yet; it is Friel who speaks through Owen.

35 As Pine brings to the fore in his Appendix, the name ‘Roland’ is not accidentally used by Friel, since as he has
found out, G. Steiner uses it in After Babel in the chapter ‘Word Against Object’, where he speaks about the act of
naming, saying: "Two men meet at a narrow place [...], and each in turn tries to force or bar a crossing [...]. The
outcome is an act of naming. Either the one combatant names the other, [...] of each of the two discloses his
name to the other-‘l am Roland’ [...] ‘| am Robin of Sherwood forest’ [...]. To falsify or withhold one’s real name [...]
is to guard one’s life, one’s Karma or essence of being, from pillage or alien procurement. To pretend to be
another [...] is to employ the ‘alternative’ powers of language in the most thorough ontologically liberating way."
(Steiner G., 1998, pp. 235-236). This can be considered as the source Friel has taken into account in building up
the ‘duality’ of Owen’s character. ‘Roland’ is the name Owen uses to guard his own life from the alien
procurement, the defence mechanism.



Owen [lavta o idlog, Manus. Kail, KaT@ KATTOIOV TPOTIO CUUTTANPWVOUNE 0 £€vag Tov GAAo.
(Aiver uia xwpararlidikn eAagpid ypobid oro Manus, kai yupva miow arou¢ dAAouc. KabBw¢
mnyaiver:)  Qpaia, Aoimmoév: TMoidg yvwpioe Toidv;  Autrp dev eival douAeld yia TO
OlapecoAaBnTn;

O Manus mapakoAouBei tov Owen, Tou diacyilel ue aurommemoiOnan n oknvr, KABwg Taipvel
n Maire amé 10 xépi kai 17 ouarivel oro Yolland. O Hugh mpoomabei va ‘Cuyicer’ ta
okaAomrania. O Jimmy éxel ammoppopnBei oc éva keiuevo. O Doalty kair n Bridget apyifouv
TAaAI va xaokoyeAouv. H Sarah éxel kappwael 1o BAéuua tng ato Manus.
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